A wealth of materials related to artistic interchange between the United States and Asia await scholarly attention at the Smithsonian Institution. 1 The Smithsonian American Art Museum in particular owns a remarkable number of artworks that speak to the continuous exchange between East and West. Many of these demonstrate U.S. fascination with Asia and its cultures: prints and paintings of America's Chinatowns; late-nineteenthcentury examples of Orientalism and Japonisme; Asian decorative arts and artifacts donated by an American collector; works by Anglo artists who traveled to Asia and India to depict their landscapes and peoples or to study traditional printmaking techniques; and post-war paintings that engage with Asian spirituality and calligraphic traditions. The museum also owns hundreds of works by artists of Asian descent, some well known, but many whose careers are just now being rediscovered. This essay offers a selected overview of related objects in the collection.
West Looks East
American artists have long looked eastward-not only to Europe but also to Asia and India-for subject matter and aesthetic inspiration. They did not always have to look far. In fact, the earliest of such works in the American Art Museum's collection consider with curiosity, and sometimes animosity, the presence of Asians in the United States. An example is Winslow Homer's engraving entitled The Chinese in New York-Scene in a Baxter Street Club-House, which was produced for Harper's Weekly in 1874. Here Homer examines the seamy underside of immigrant culture, depicting a group of Chinese immigrants gambling and smoking opium. His image reveals the reigning Anglo-American anxiety about the arrival of large numbers of Chinese immigrants at mid-century, an anxiety that manifested itself in the Chinese Exclusion Act of 1882. Almost concurrent to the Exclusion Act is Theodore Wores's The Chinese Fishmonger (see Mills, Figure  1 ), depicting San Francisco's Chinatown. Completed just after Wores's return to San Francisco from training in Munich, this deep-hued and richly textured painting opened the door for further picturesque depictions of the exotic ethnic quarter. A small number of American artists traveled to Asia in the late nineteenth century. As Virginia Anderson describes in her essay in this volume, artist Katherine Carl was invited to the imperial palace in 1903 to paint the first portrait of the controversial empress dowager of China, Cixi. Carl spent nine months in China and produced several portraits of the empress, including one exhibited at the Louisiana Purchase Exposition in St. Louis in 1904. Following the exposition, Carl's portrait was presented by China to the U.S. government with much fanfare, and it entered the American Art Museum's collection in 1960. Carl's unusual painting, recently transferred to the Smithsonian's Arthur M. Sackler Gallery, reflects traditional Chinese portrait conventions and is surrounded by an intricately carved, camphor wood frame designed by the Empress herself. 4 The core of the American Art Museum's collection was formed in the late nineteenth century when Orientalism was a prevalent trend. Originally named the National Gallery of Art, the museum received its inaugural gift of 34 objects from Harriet Lane Johnston in 1906, and another 150 works from William T. Evans beginning in 1907. 5 Johnston's collection includes the striking Street Scene in India (Figure 1 ), In 1935, not long after the Gellatly donation, the museum received nearly 700 works from the Chicago Society of Etchers, including two prints by Mukul Dey that are an early indication of cultural interchange between the U.S. and India. Mukul Dey (1895-1989) was a student of Rabindranath Tagore's Santiniketan School. In 1916 he accompanied his teacher on a yearlong visit to the United States, where he met Bertha Jacques, founder of the Chicago Society of Etchers, and took a course in drypoint etching from James Blanding Sloan. He was elected to the Society, which exhibited and eventually donated to the museum his portrait of Tagore and a traditional image he made of the Tree of Life. On his return to India, Dey became known as the pioneer of drypoint etching, recognized for his portraits of national and world celebrities. 8 A fascination with Japanese prints and a desire to learn Eastern techniques propelled artists such as Helen Hyde and Bertha Lum to venture to Japan and China at the turn of the century. While the museum has just three woodcuts by Lum, it holds 126 works by Hyde (mostly color etchings and woodcuts), the majority of which depict women and children in Japan, where the artist spent more than a decade. While Hyde's images (Figure 2 ) often reflect American stereotypes and fantasies about Japan and its people, they are a rich resource for anyone researching the early Japanese influence on American artists and the role of women in this development. 9 In post-war decades American abstract artists engaged with Asian spiritual and design traditions in new and fruitful ways. As scholar Ding Ning discusses in his
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Asian American Artists
While the 2009 conference focused specifically on artistic interactions between East and West, it is important to also consider art made by Americans of Asian descent. The American Art Museum has rich holdings in this subfield, although these objects have not heretofore been considered as a group in its collection guides, catalogues, or survey exhibitions. Most American museums do not publish guides to their Asian Pacific American holdings and may not even classify works as such, and while numerous institutions have curators of Asian art, only the Japanese American National Museum in Los Angeles has a full-time curator, Karin Higa, working on art of the Asian diaspora. University departments in Asian American studies (UCLA being a prime example) are doing much to develop this neglected field of art history, but still a large percentage of artists of Asian descent remain unknown, under researched, and excluded from the American art canon and, consequently, from museum displays. 12 A major contribution to the documentation effort has been the California Asian American Artists Biographical Survey 1850-1965 (CAAABS). Funded by the National Endowment for the Humanities and published as part of the important 2008 survey book, Asian American Art: A History, , this initiative has documented more than 1,000 artists, with an emphasis on those active on the West Coast. Also now underway is a newer initiative to document artists, archives, and art collections based on the East Coast. Co-organized by Alexandra Chang and Margo Machida and sponsored by New York University Asian/Pacific/American Institute, the East Coast Asian American Art Project (ECAAAP) will produce a volume of new scholarship documenting collections and artists in this region. While it will initially focus on New York City, research is also planned for Washington, DC, Boston, and Chicago. Another key resource is the Smithsonian's Archives of American Art, which holds extensive correspondence, oral history interviews, and other documents related to Asian American artists. 13 A review of the Asian American holdings at the American Art Museum shows a surprisingly far-reaching collection. Over the past 50 years, works have entered the collection in a variety of ways: they were transferred from other government agencies, given by foundations or collectors as part of larger collections of twentiethcentury art, occasionally purchased, and in a few instances donated by artists or their estates. Despite never having set out to systematically establish a collection of Asian American art, the museum now owns more than 450 works by 100 artists of Asian descent. Some of these artists were not born in the United States and some were not U.S. citizens, but they are included in the collection because they lived in America for a number of years and contributed to the nation's artistic heritage in some meaningful way. The collection is almost exclusively modern and contemporary; only two works predate 1920. Japanese American and Chinese American artists predominate; however, the collection includes works by a number of artists of Korean, Filipino, Vietnamese, and Indian descent. The majority of the museum's holdings of Asian American art are graphic arts, but it also has a significant collection of studio craft and sculptural objects. This distribution is not surprising considering limited acquisition budgets, but it also reflects a strong Asian tradition of craft, printmaking, and brush painting.
The museum owns 16 works by one of the most acclaimed Japanese American artists of his generation, Yasuo Kuniyoshi (1893 Kuniyoshi ( -1953 . Born in Okayama, Japan, Kuniyoshi immigrated to the United States as a young man in 1906, eventually becoming a prominent figure in the New York avant-garde. The museum's works span nearly the length of his career and include paintings, lithographs, and drawings of his best-known subjects: landscapes with cows done in a folk art style, sensuous female figures, and carnival performers. A recent acquisition, the inkand-brush drawing Remains of Lunch (Figure 3) shows not only the artist's skill as a draftsman but also his subtle humor. Complementing the collection is a portrait of Kuniyoshi in his studio painted in 1930 by his lifelong friend, Japanese-born Woodstock painter Bumpei Usui.
Chiura nine lithographs by Chuzo Tamotzu, and Kenjiro Nomura's oddly desolate The Farm (1934), painted before the Seattle artist's internment. 15 An interesting if minor collection of works by several noted mid-century Asian American artists came to the museum as part of a 1984 gift from the Container Corporation of America. Under the direction of design consultant Herbert Bayer, a major Bauhaus figure, the corporation undertook some of the first fine-art advertising campaigns, commissioning artists to create original works in various media that were then reproduced as full-page ads in mainstream magazines. An early series entitled United Nations was undertaken during World War II as a tribute to allied nations. Chinese American artists Yun Gee and Mai-mai Sze were chosen to represent China and Indo-China, while Filipino artist Venancio Igarta created Freedom! (1945) in reference to the four-year Japanese occupation of his homeland. 16 The corporation also donated 161 original works of art created for the (Figure 4) , a woodcut abstraction of the Chinese god of war. The museum has an extensive collection of 36 drawings, woodcuts, and etchings by Moy; all but three were donated by the artist in 1969. 21 Matsumi (Mike) Kanemitsu (1922-1992)-discussed in this volume by Bert Winther-Tamaki-was born in the United States but spent his childhood in Japan. He worked in New York in a variety of media including watercolor and sumi (Japanese ink drawing) before arriving in Los Angeles in the 1960s to learn lithography at the Tamarind Lithography Workshop. The museum owns 13 of his lithographs, which reproduce the wet look of his sumi paintings. Santa Anita Yesterday & Today, one of the 1970 series Illustrations of Southern California, alludes to the wartime use of the Los Angeles track to temporarily house Japanese Americans before they were relocated to internment camps. 22 Contemporary with such abstract prints but more traditional in style are the works of Japanese-born master woodcutter Un-ichi Hiratsuka (1895-1997). Hiratsuka was
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Seong Moy, Kuang Kung, 1952. Color woodcut on paper, 14 1 ⁄8 × 12 in. Smithsonian American Art Museum, Washington, DC, Gift of the artist.
one of Japan's most accomplished printmakers before moving to Washington, DC, in 1962. He lived in the capital with his daughter for more than 30 years-working and teaching-before returning to Japan near the end of his life. The museum mounted a small exhibition of his work in 1999 and owns three woodcuts, including two local scenes, Washington Monument (n.d.) and Key Bridge in Winter (1966). The Renwick's collection of objects by Asian American artists includes, among others: fiber works by Kiyomi Iwata and Kay Sekimachi; wood vessels by Binh Pho; metalwork by Chunghi Choo and Miye Matsukata; ceramic pieces by Jun Kaneko, Mineo Mizuno, Chun Wen Wang, Patti Warashina, and Shige Yamada; and furniture by celebrated woodworker George Nakashima. 24 Represented in depth is the ceramic art of Toshiko Takaezu (1922-2011), who worked in clay for more than six decades. Born in Hawaii to Japanese parents, Takaezu studied at the University of Hawaii with Claude Horan and later at Cranbrook Academy with Maija Grotell. In 1955 she left for eight months in Japan, where she visited traditional pottery studios and Zen Buddhist temples in an effort to reconnect with her cultural heritage. The Renwick owns 19 of Takaezu's works, from the 1950s through 2002, including many of her signature closed vertical vessels with their painterly brush decoration.
The American Art Museum's contemporary painting collection includes significant works by Asian American artists that deal with issues of memory and cultural identity. 25 Roger Shimomura's (b. 1939) painting Diary: December 12, 1941 December 12, (1980 refers to his family's history of internment during World War II. Combining elements of traditional Japanese art with a hard-edged pop style, Diary is from a series of paintings based on his grandmother's diary entries. On this date in 1941, his grandmother wrote of "America's large-heartedness" in allowing "we who are enemy to them" to withdraw $100 from the bank following the bombing of Pearl Harbor (the accounts of issei were frozen immediately after the attack). Shimomura ironically considers America's reputation as a defender of liberty and justice by depict-ing the shadow of Superman looming across a shoji screen behind his grandmother. Hung Liu (b. 1948) came of age in China during the Cultural Revolution and witnessed the government's attempt to sever the country's ties to its past through the widespread destruction of historical artifacts and cultural sites. Her paintings are often inspired by once-forgotten archival photographs. Painted nearly a century later than Katherine Carl's life portrait of the empress dowager, The Ocean is the Dragon's World (Figure 5 ) echoes the composition of a formal royal portrait. Whereas Carl was restricted by the desires of her sitter and conventions of Chinese portraiture, Liu's painting is based on a photograph now in the collection of the Palace Museum, Beijing, and reveals her contrasting creative freedom. Here, Cixi's face is left nearly featureless, so the artist can focus instead on her opulent costume and surroundings. She holds a birdcage-a real object that emerges from the surface of the canvaswhich might hint at the cloistered life of Chinese royalty. 27 Liu's paintings were featured in the museum's 1996-97 exhibition American Kaleidoscope: Themes and Perspectives in Recent Art and related catalogue, and senior curator Joann Moser interviewed her in 2010 for the Archives of American Art's oral history repository.
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